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ABSTRACT
Less Lost is a feature-length film by William Chase Conner, made as part of the requirements for
earning a Master of Fine Arts in Film & Digital Media from the University of Central Florida.
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CHAPTER ONE: INTRODUCTION
Preface for future UCF Film MFAers
“Building models is very different from proclaiming truths. It’s a never-ending process of
discovery and refinement, not a war to win or destination to reach. Uncertainty is intrinsic to the
process of finding out what you don’t know, not a weakness to avoid.”
- Neil Gershenfeld, “Truth is a Model” from This Book Will Make You Smarter

I like to believe filmmakers and artists sometimes operate like scientists or at least operate using
the scientific method. We have a question, conduct research, and construct a hypothesis- this is
our script. Then, we setup and conduct an experiment- this is our production. Next, we analyze
our data and draw conclusions- this is our postproduction. Finally, we communicate our results.
In other words, we hope to peacock our work somewhere it will be appreciated, but more
importantly, stroke our egos and hopefully be lead to more work that will in return lead us to
more peacocking and ego stroking (most will deny this and in return receive ego stroking).
Although it seems there is a distinct, albeit major minor, difference between scientists and artists.
This flip flop in my initial setup of this setup is that no one artist will ever have the same results
and in many other ways, are nothing like scientists at all. When an artist attempts to replicate the
exact same experiment for some sort of verification in delusion of objective truth (using a model
that received a desired type ego stroking and possibly financial reward), they cannot. This may
be due to the large amount of unpredictable elements that occur during each production and the
observation that each film evolves from the combination of a plan and the adaptation of that plan
to the unforeseeable complications of the universe during a specific moment in time and space.
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Or, another explanation is that there is simply nothing that is completely true in the universe,
delusion or not. Both ways and in short, artists are like scientists in that they also experiment.
Having said that, experimentation could describe many actions taken by living organisms in the
universe. In retrospect of the previous sentence, artists are like scientists like a Stargazer fish is
like Marlon Brando. They are both members of Kingdom Animalia with fascinating jaw lines
and lifestyles, but one comes from a group that breaths water and the other from a group that
came up with the classification “Kingdom Animalia”.
Embracing a level of uncertainty provides an opportunity to strip away unnecessary facets that
may hinder an artist’s work and help he or she (or he-she, she-he, or however you please) really
discover something on the scale of amazing. Unfortunately, this also means one may discover
something amazingly awful. Suffice to say, one thing is for certain; there is certainly no
touchdown dance. That is to say, there is no jiggle jobble wibble wobble movement that brings
forth a complete feeling of absolute success and victory like the entertaining display presented by
American Football players when they cross a painted line with a pig skin covered ball without
being pummeled by an opposing set of defensive players. There is no moment or age of
awakening when a true way to tell a story, fully utilize digital cinema, and properly spend a few
thousand dollars is completely realized. And if it is, it will be packaged into a successful “How
to- the Answer to Everything Digitally Delightful for the Ego” manual, marketed to the masses,
and then later found to be false in a time too late to matter. There is only the realization that you
are just another person who wants to tell a story using a digital camera and spend a few thousand
dollars or less in a culture that, on average, completely avoids reality. There is no destination to
get to, there’s only the journey. Or at least, that’s the vague piece of perspective that makes a
little sense for maintaining sanity some of the time. Your mission is to complete a low budget
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film. How you complete this mission is up to you. My advice is to build a small team you trust,
pack only the tools you need, conduct your experiment responsibly, and then jump or fall
(whichever comes first). My advice is to also ignore everything I just stated when or if it does
not work.
Up next, my somewhat emotionally charged account of the events leading up to the final product
known as Less Lost. This next section was written before the time the movie spent with film
festivals or the time I like to refer as- absurdity full circle. And one more thing, is something I’m
sure I’ve heard from someone else- move forward toward where you want to be and do not get
caught up in the frightful idea of where you will end up. You may still end up there, in a frightful
and horrible future, but you most certainly will end up there if you are always thinking you will.

New Situation
Before my first day on the UCF campus, I did not take the time to get directions for the
Communications building. Like a punk teen from the suburbs, I arrived 45 minutes late to a
meeting for incoming graduate film students. I spent the year prior in South Lake Tahoe waiting
tables, scanning lift tickets for Heavenly Resort, snowboarding, and contemplating life with the
naivety of a white, lower-middle class 25-year-old male. I decided that I wanted to make movies
professionally. Go figure. I wanted to write, direct, and act in movies. Coming from a cultural
trust in university education as a means for climbing the idea of a social ladder, I felt returning to
a university would offer the best chances for my aspirations. I’m certain I also wanted to revisit
the sense of security and control that university bubbles tend to provide against the big bad
world. I decided Florida was the best financial option. In addition, my family lived in Florida. I
applied to two Florida universities. I chose UCF and FSU. After interviews with both schools for
3

their graduate programs, FSU put me on their waiting list and UCF offered me acceptance with a
graduate teaching assistantship. I took UCF’s offer.
After that first meeting at UCF, I exited with my new classmates Alex, Marc, and Sam. We
rambled about our favorite movies, where we came from, and the details of our film school
applications. Only one of us carried a finished feature script.
“Wait, we get to make our own feature? I thought it was a series of shorts working up to final
project?” I said. “Dude, how did you get into the program again?” Alex replied.
During my first semester I attended a script writing class with other graduate students close to
production. My heart dropped as I read an 8-page emailed response from a classmate regarding
my criticism of his script. My classmate wrote with passion, passive aggression, justification,
and he wrote very well. I felt terrible that he spent a large amount of time articulating correctly
that I was not providing constructive criticism correctly. This was my first experience in a script
writing class and I didn’t know what I was doing or how to communicate effectively. Mary
Johnson taught the class. For me, the learning curve was steep and I was treading new waters.
My English degree from FSU taught me to look and feel between the lines, not to create them.
After the first semester, I wrote a script that contained multiple short stories that occurred in the
same city. However, there was no structure. There was no beginning or end, just brief moments.
Mary pushed me to confront the real issue with my writing. She believed my script did not have
a direction because I didn’t. She was right. I did not present a script for a writing workshop, I
wrote the script while in the writing workshop. I called the convoluted arrangement of words
Tales from the Dirt.
Tales from the Dirt was the script I planned to shoot for my degree. By the end of my first year
in the program, it contained multiple unconnected story lines about a roofer, a young man from
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the projects, a preacher, a young girl with cancer, a veteran, a hallucinating drug addict, a surfer,
and a charismatic homeless man. A professor, then director of the MFA program, preached from
Lajos Egri’s The Art of Dramatic Writing. He coined his own term, C.O.P. (Central Organizing
Principle), to replace what Egri defines as a “premise”. Each student’s script was required to
have an approved C.O.P and reflect that C.O.P in each scene. If our scripts did not fall under the
professor’s interpretation of Egri’s teachings, they were not approved for use in the program. I
did not agree and refused to alter my script to meet these requirements. At this point, calling me
stubborn and vocal about my disposition is an understatement. I rebelled like a whiney greaser
confronting the principal of his 1950’s high school because he believed the curriculum was too
square. I viewed Egri’s theories as great tools, but not answers, laws, or absolutes. A political
battle ignited from this disagreement. By the end of my first year in the program, I was told
“You’re not responsible enough to make a movie” and “I don’t think this program is right for
you.” I spiraled in a self-centered battle with my self-created monsters formally known as
professors. My resentment blossomed into complete distrust. I brooded over ideas like the veil of
professional academia revealing itself as a Darwinian battlefield filled with fractured strategies
for self-preservation, ego, and self-importance with no guarantees. The change in perspective
reminded me of the first time I looked at my mother and father as just two people who happened
to have a baby. When I wasn’t battling with righteous indignation, behind my pretentious tough
guy mask, I secretly battled with the lingering questions. Was I responsible enough to make an
ultra low budget movie? Was I a filmmaker? Was I even an adult? During this time, Mary
Johnson and Ula Stoeckl encouraged me and supported me in spite of my late coming of age
adventures. They also stuck up for me when my actions created disruptive ripples in the
program. Without them, I would have quit or been removed.
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Complications
During my second year in the program, I chopped down Tales from the Dirt into one story. In
addition, I created a fake C.O.P. to postpone my career in academic politics. I chose my two
strongest characters and rewrote a single story about a friendship between an injured veteran and
man struggling to escape the ghetto of Daytona Beach. The two main characters were influenced
by three real friends of mine named Trey, Terrence, and Shane that I had made since returning
back to Florida. At the time, they acted as character consultants. Terrence helped me with the
character Darien, a young man trying to work his way out of the projects. Trey and Shane help
me with Luke, a young veteran trying to reconnect with his family. We met and read new
excerpts from the script weekly. The group grew by a few members as I brought on a producer
and two friends for reading the extra roles, Adam Ives and William Morgan. We printed shirts
for fundraising and even got an article written about us in the Daytona Beach News Journal.
Moving forward and in compliance with my Advanced Directing class at UCF, I shot a short
scene from the script. I did not have actors so I used Trey and Terrence in the roles of Luke and
Darien. The experiment was a disaster. Trey and I disagreed on everything while the crew fell
apart on set. Terrence’s performance was great, but over all the team did not work well together
and the footage was unusable. Finally, I had proof that I had no idea what I was doing. Shortly
after, Lisa Cook read my script and raised very important production questions. She concluded
that I still did not have the resources to make my movie as written. She was right. I wrote
multiple scenes with too many characters and difficult locations. For example, many scenes took
place on a roof. The insurance for shooting the roof scenes alone consumed the majority of my
projected budget. By the beginning of my third year, my producer bailed on the project, my
friendship with Trey went dormant after serious disagreements, Terrence disappeared, and
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weekly script meetings came to an end. The project was dead in the water. My skills for
filmmaking felt dull and nonexistent. I stopped cutting my hair and refused to shave my beard.
For a short time after, I found myself caught in an argument about how to make a movie instead
of working on the craft of actually making one. In my poor impression of a man-child I spoke to
Mary on the phone, pacing barefoot in my backyard. I complained about graduate school, about
money, and about all the problems in the world. She replied, “Fuck what everyone thinks.
You’re a filmmaker. Go make your movie. So what if it’s bad. It’s only your first movie.” This
was the best advice I had received since arriving back in Florida.
I felt that I needed something similar to Ula’s class- time and space to work on a craft instead of
just theory. I dual enrolled in a professional acting studio called Truthful Acting. They taught the
Meisner technique. During my courses at the studio, actions were more important than words.
There was no end goal stating: Now you know how to be a good actor. They treated acting as a
craft and their technique as just one way to approach the facet of a production. It was a process,
not a formula for success. I applied the mindset to my approach toward filmmaking. I let go of
trying to control everything and just engaged the process. I stopped trying to prove something
and realized that I just wanted to make something I cared about.
Progress
This time, I wrote one story around one character with minimal locations. I chose the character
Luke, the young veteran from previous scripts. I asked Shane to stay on the project as a character
consultant. We did not know each other well, but our friendship grew the more we worked on the
story. I often watched movies, played video games, and attended family birthday parties at his
house. He began to share stories, photos, and medals from his time as a Special Forces
Operative. When I first met him, he did not speak about his military service and I did not ask.
7

Now, his dark stories of combat action and his problems with integrating back into society after
injury soaked up all my attention. The idea of such an elite soldier sharing information released
large amounts of dopamine in my brain. I began reading Once a Warrior Always a Warrior by
Charles W. Hoge and American Heroes in Special Operations by Oliver North. Then, I wrote the
first 35 pages of Less Lost. I emailed them to Shane and he responded by writing 40 additional
pages. I finished the remaining pages and made him a co-writer. I had a fictional story that was
relevant and something I cared about. I felt saved and coincidentally began to physically
resemble the Western interpretations of a white, blue-eyed Jesus Christ. I cut my hair and shaved
my beard.
Mary quickly retired from teaching when she was diagnosed with cancer. I took over teaching
her classes when she left mid semester. I spoke to her on phone about movies, art, literature, The
Daily Show with Jon Stewart, her experiences with an abusive ex-husband who was a Vietnam
veteran, legalizing marijuana, and the status of my movie.
“I’ve lost a lot of weight the last few weeks. I guess there’s one positive thing coming from all
this shit, you know?” She said.
“So, you’re telling me, you’re already prepping for my movie premiere?” I asked. “Well, you
can be my date, but only if you have wear a bright red dress.”
“Deal. Oh, that would be something wouldn’t it?” She laughed. “I can’t wait to see it.” She said.
Soon after, when Mary died, I mourned her passing the best way I knew how; I kept moving.
There are no words for the positive influence she had on my life in just a few short years. There
are no words for how much I miss her opinions on this thing called life. After breaking down the
new script, the minimum amount needed to begin production was $20,000. For me, anything less
would compromise the whole project. I did not have that amount of money nor did I know
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anyone who would give me that amount. We teamed up with Michael Farrell (who I’d met in a
film class my first year) to begin fundraising for production. I used some of my student loans and
borrowed money from my father to shoot a short teaser for promotion. While watching student
films from UCF over the years, one cinematographer stood out from everyone else. His name is
Marco Cordero. To my surprise, he agreed to be our cinematographer when he first read Tales
from the Dirt (he did not shoot the scene for Ula’s class). Even though we shifted to Less Lost,
he decided to stay on board after reading the new script. Marco connected us with Jonathan
Hamilton to help develop a website. We shot the teaser and it looked great and so did the
website. Michael Farrell setup a fundraiser with the Daytona Beach Cinematique and designed
professional marketing packets. We screened our teaser to a full theater. We also began a
Kickstarter account. In the end we raised $2,500 from donations online, $3,000 from the
Cinematique event, and around $15,000 from anonymous donations through friends.
I continued to jump through UCF’s hoops. One last obstacle tripped me up. I lost my graduate
teaching assistant scholarship over a confusion of dates. I made a verbal agreement to turn in my
production book on a certain day. When that day came, I was accused of turning in the work 4
days late. My punishment was the nonrenewal of my graduate teaching scholarship. When I
argued against the justification for the punishment I found myself back in another political battle.
I was told to either take the punishment while continuing to move forward with my film or the
process of UCF’s approval (green lighting my film) would be compromised. In addition, if I
made ripples this time, Mary was not around to save me. I let go and took the punishment. I
learned the meaning of choosing one’s battles. The movie was more important than personal
disputes and I needed all the energy I could muster up to face the challenges ahead.
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Marco Cordero brought on Sharon Weaver to help produce the movie from California and we
began looking for our lead actors. I grew close with the owners of Truthful Acting and trusted
them. When they asked to help with the casting, I was more than happy to accept their expertise.
I learned so much working with them during the casting sessions. Finding people I could trust
and delegate responsibility to became a key ingredient in my process. With many of the
supporting roles already filled by friends of mine, we needed to find a strong lead actor. We
discovered Brandon Alexander for the role of Darien (a now supporting veteran character) and
Heather Dodson for the role of Jenn (the main character’s wife). However, we could not find
someone for the lead role of Luke. As time ticked away, I began to fear we would never find
someone. At one point, I believed I would have to play the lead role- an egotistical notion.
Luckily, I came to my senses and realized I should focus on directing, producing, and every
other job I’d have to fill in. That’s when Shane asked to audition for the lead. I did not like the
idea given the nature of his combat stories. He persisted. Two weeks later, I decided to try the
idea. I arranged a private audition for Shane to read with Brandon at Truthful Acting studios. It
went surprisingly well. He wasn’t the best choice, but he was the best choice at the time. As the
end of the month approached, the project faced an ultimatum. Either, we moved forward with
Shane or I push the project back another year. I decided to take the plunge and cast Shane.
Less Lost contained a few flashback/lucid dream scenes and I needed strong individuals to
support Shane during those moments. Instead of choosing actors I didn’t know, I chose close
friends who wanted to play the roles. I needed a team I could trust with the unforeseeable
vulnerable moments during production. For the three main supporting soldier characters I cast
Adam Ives, William Morgan, and myself. We met together on a regular basis. I developed days
for team building exercises. For example, we had a small mock boot camp session in the soft
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sand on the beach. The strategy: physically exhaust everyone and then ask them to complete
team building exercises and mental tasks. In addition, we gathered together as friends. I
developed a real team instead of asking them to act like one. When it came time for production,
we trusted each other and most importantly, they trusted me to direct them. I approached the
crew with the same thought process. I looked past their technical skills and concerned myself
with their abilities to work together. It was important for me that they made decisions based on
what was best for the movie and nothing else. Many crewmembers came and went, but the few
who remained were stronger and better. I trusted my crew and gave them difficult tasks. I
listened to their thoughts when making decisions because they earned their voice every day
through hard work and dedication. We all worked together to build something bigger than our
personal need for validation. For me, filmmaking works best when it’s truly a collaborative art
form.
At the beginning of my fourth year in the graduate program, we began shooting with $20,000 in
July of 2011. Every day we adapted to our environment. Every day our shooting schedule
changed. Every day I rewrote and cut scenes from the movie. Every day we solved major set
problems. And every day we finished. I did one take per shot minimum and 3 maximum. Marco
became a major influence on the aesthetic of the film and his ability to navigate Shane’s
consistently chaotic performances saved the movie. His contribution is a vital component of the
movie. As a team, my crew finished in 18 days with no need for pick-ups. I couldn’t have asked
for anything more. The local community supported us with free locations and donated food.
Everything was a blur, but we made it out alive. I watched some of the footage with Marco on a
rainy day before the last day of production. We did it. We made something.
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Final Push
During the last few days of shooting, Heather and Shane began an affair. When suspicions arose,
they both lied to everyone. Truly, it’s not my business to judge, but when it effected production it
became my business to navigate it. I began to notice a change in their performances and the
movie was lucky the affair began at the very end of production. Otherwise, their choices had the
potential to sabotage the entire movie as days were interrupted and time lost due to the drama
that ensued the actions. I pushed through postproduction regardless of how I felt. It was my job
to ensure my team’s efforts were not wasted. I took out personal loans to cover the costs of
postproduction. Marco introduced me to Cris Mertens and I hired him to edit the movie. After
some private screenings and editor meetings, Cris finished the second cut. For the first time, I
saw Less Lost. We didn’t just make something- we made a watchable movie.
Climax
Weeks after production, Shane separated from his wife and began dating Heather. As the new
relationship went sour, he staged a suicide attempt when his wife would not take him back. After
he recovered, his wife gave him another chance. Once he regained his health, he ran off with
Heather again. Then, like a broken record he tried to get back with his wife. His wife divorced
him. One night, out of the blue, Shane sent me a text that did not sit well with me. In light of the
recent suicide attempt, I called the police to check on him. I assumed he could just as easily try
again. An officer visited me post incident and politely asked me questions. The officer was ex
military and specialized in dealing with veterans. He asked me many questions, but the most
important one was “How do you know he is Special Forces?” The question brewed inside me for
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months. Then, there was a dramatic and potentially violent event with Shane ending in his arrest.
Each event and series of actions began to paint a different picture of this person.
As hindsight set in, I noticed red flags in Shane’s flip flopping behavior. He continuously lied,
manipulated, and contradicted himself in his actions. I began to question everything. I questioned
myself for making such a boneheaded decision to cast someone in the role of a Special Forces
veteran who was actually a Special Forces veteran. That’s when I remembered the police
officer’s question. How did I know if he was a Green Beret? Had I ever asked for official proof?
If he was an ex elite soldier, why would he have trouble killing himself? Why would the officer
ask that question? Couldn’t he just look up the information? In the past, Shane showed me
ambiguous medals, ambiguous photos, tattoos for dead friends, and told me stories, but I had I
ever questioned their validity? The answer was no. The more I dug, the more I found and found
it easily. I discovered Shane never served as a Special Forces Operative. He served in the Army
for about a year before contracting bacterial meningitis from a noncombat situation. He never
served, trained, or deployed as a Green Beret. His time served did not even come close to the
required time evem for application to become a Green Beret. He definitely was not awarded any
of the medals he claimed to have. His tattoos for alleged brothers fallen in combat were just
tattoos and nothing more. Every story he claimed as his own, taken from someone else. My
movie was based on other people’s stories and not his story.
Aftermath
We are raising money to repay the loans and will be taking the traditional route of film festivals.
Cris Mertens did an amazing job editing the movie. Teddy Blass is providing a great original
score. Hunter and Quail is rebranding our marketing image and working with Jonathan
Hamilton. IQuarius media is completing our final sound mix. Marco Cordero is finishing the
13

final touches of color correction. I have no plans for self-distribution, but am open to crossing
that bridge if we get there. The movie still stands as proof of my team’s hard work, but there is a
price. I don’t enjoy watching my movie nor do I feel like it’s what it should be. I succeeded in
creating a watchable movie that tells a compelling story. I failed in that I missed the real storythe story of someone systematically lying about military accomplishments and perhaps any life
accomplishment. There is no touchdown dance and I’ve experienced a hefty cost for my choices
made that lead to the creation of Less Lost.
Rambling in the Dark
I now travel on an unknown road fighting the urge to hate the project I once loved. However, I
also constantly work to maintain the values that helped construct Less Lost regardless of the
price. My team made a great ultra low budget movie. In contrary to any logical prediction and
against all odds, our experiment produced a watchable movie with substance. The Less Lost
team, friends, family, and community around the project are the heart. The many veterans, whose
stories are directly and indirectly tied to this movie, are the heart. We were not as strong as our
weakest link; we were stronger and succeeded despite the weakest link.
“Wrapped up in the idea of embracing failure is the related notion of breaking things to make
them better- particularly complex things. Often the only way to improve a complex system is
probe its limits by forcing it to fail in various ways”
-Kevin Kelly, “Failure Liberates Success” from This Book Will Make You Smarter
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CHAPTER TWO: RESEARCH MATERIALS
Screenplay
The following pages include the shooting script from which the production schedule and script
breakdowns were created. The numbers at the top right will indicate the script page number.
Scene numbers can be found next to the heading of each scene. This script does not account for
changes during production or post-production.
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CHAPTER THREE: MARKETING
Kickstarter
We setup a Kickstarter account with little success. I did 500 jumping jacks and then boxed for
two minutes for $50 dollars. I attempted to walk 60 miles in 24 hrs with another cast member
carrying a 50lb rucksack to raise awareness of our Kickstarter account. We made it twenty miles
and made nothing. All funds received on Kickstarter were from people who were already going
to give money to the project. We raised $2,500, but the website did nothing to help our project
get new attention. We received 90% of our funds from family and friends surrounding us in the
immediate area using our Marketing Packet.
Festival Strategy
We submitted to as many festivals as we could afford and got into a few small ones. Festival
patrons and locals showed up to support the movie. Seeing the movie projected on a big screen
was a rewarding experience. Hearing the audience talk about the movie during the Q & A like it
was a real movie- was also very rewarding. On the business side, unfortunately, no one attended
and no new connections toward any type of career were made. I am unsure how the movie will
be distributed- if not just released on Youtube for free or something.
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APPENDIX A: MOVIE STILLS
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Figure 1: “Luke waits in the VA for his appointment”

Figure 2: “Jenn and Luke discuss Luke’s behavior and how it affects their families”
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Figure 3: “Luke engages a lucid dream of an old teammate”

Figure 4: “Jenn consoles their daughter”
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Figure 5: “Luke lays on his couch medicated and alone”

Figure 6: “Darien teaches Luke how shoot his bow and arrow, their friendship grows”
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Figure 7: “Darien opens up about his family and his loss”

Figure 8: “Luke and Jenn have dinner with Faith on Veteran’s Day”
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Figure 9: “Luke begins to express himself by writing things down”

Figure 10: "Faith enjoys the company of both her parents”
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APPENDIX B: BUDGET
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APPENDIX C: PRODUCTION SCHEDULE
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APPENDIX D: CHAIN OF TITLE
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Certificate of Status
I certify from the records of this office that OUT OF THE BARREL PRODUCTIONS, LLC, is a
limited liability company organized under the laws of the State of Florida, filed electronically on
January 26, 2010, effective January 26, 2010.
The document number of this company is L10000009466.
I further certify that said company has paid all fees due this office through December 31, 2010,
and its status is active.
I further certify that this is an electronically transmitted certificate authorized by section 15.16,
Florida Statutes, and authenticated by the code noted below.
Authentication Code: 100127092205-700167217417#1
Given under my hand and the
Great Seal of the State of Florida
at Tallahassee, the Capital, this the
Twenty Seventh day of January, 2010
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APPENDIX E: MUSIC SYNCHRONIZATION LICENSES
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Composer Agreements
The current cut of Less Lost features no copyrighted music, although a score will be composed
for the final cut by Teddy Blass.
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APPENDIX F: CREDIT LIST
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PRODUCTION CREW
Written and Directed by

CHASE CONNER

Written

SHANE FOX

Produced by

SHARON WEAVER
CHASE CONNER

Co-Producers

MORGAN DOUGLASS
MICHAEL FARRELL
ADAM IVES

Marketing Director

MICHAEL FARRELL

Director of Photography

MARCO CORDERO

Production Designer

MARCO MUJICA

Edited by

CRIS MERTENS

Assistant Director

AUSTIN BOGGS

Sound Mixer/Boom Operator

KEN LEMONS

Post-Production Sound

IQUARIUS

Assistant Camera

ANDRES MELO

Additional Assistant Camera

DAN REID

Gaffer

GEOFF LEVY

Key Grip

JASON GREENE

Production Assistant

REGINNA SIMMONS

Additional Photography by

DAN REID

Script Supervisor

DAVID GABOS

Wardrobe Assistant/Art PA

ANGELINA LEE
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Makeup Artist

FAITH CLAPP

Costume Designer

BRITTANY FLECK

Art Director/Prop Master

JUSTIN BOWSER

Weapons Prop

ROGER CROFOOT

Set Dresser

BECCA FEATHER

Catering and Craft Services by

DEYA SILVERNAIL

Casting Directors

ROBB MAUS/MARCO DIGEORGE

CAST

Luke

SHANE FOX

Jenn

HEATHER DODSON

Darien

BRANDON ALEXANDER

Faith

LEISA DIGEORGE

Jason/Chief

ADAM IVES

Doc

WILLIAM MORGAN

Marshall/Mars

CHASE CONNER

Marilyn

STEPHANIE MASON-TEAGUE

Ross

LUIS BURBANO

Anthony

ANTHONY LOPRINZI

Alex

ALEJANDRO MUJICA

Jay

DAVID OLAONIYE

Martinez

JOSE VASQUEZ
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Danny

DANNY BELLINI

Vietnam Vet

ROGER CROFOOT

Anthony

VINCENT DEMARCO

Allison

KALIEGH BAUGH

V.A. Clerk

REGINNA SIMMONS

Chris

WILL MALONE

XO

COREY KREBS

Drew

JAMES TRUSSEL

Restaurant Vet

ROBB MAUS
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APPENDIX G: CALL SHEETS
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The following sheets contain the Call Sheets from the 18 days of production.
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APPENDIX H: PRODUCTION REPORTS
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APPENDIX I: SAMPLE CREW MEMO

182

183

APPENDIX J: SET PROTOCOL
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APPENDIX K: SAMPLE TALENT RELEASE
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THIS AGREEMENT is made and entered into as of the ________________(Date), by and
between Out of the Barrel Productions (Production Company), a Florida (State) company,
(hereinafter “Producer”), and ______________________________(hereinafter “Player”).

A. Producer intends to produce a Feature Film (hereinafter the “Picture”) based upon
that certain screenplay tentatively entitled “Less Lost” (hereinafter the
“Screenplay”) which Picture is intended for initial theatrical exhibition.

B.

Producer wishes to utilize the services of Player in connection with the Picture upon
the terms and conditions herein contained.

ACCORDINGLY, IT IS AGREED AS FOLLOWS:

1.

2.

3.

4.

5.

6.

PHOTOPLAY, ROLE, SALARY AND GUARANTEE: Producer hereby engages
Player to render services as such in the role of ______________________, in the
Screenplay, at the salary of $ ____Dollars per day. Player accepts such engagement
upon the terms herein specified.
TERM: The term of employment hereunder shall begin on or about
____________(the “Start Date”) and continue until ________________, or until the
completion of the photography and recordation of said role.
PLAYER’S ADDRESS: All notices which the Producer is required or may desire to
give to the Player may be given either by mailing the same addressed to the Player at
the address listed at the end of this agreement, or emailing at the email address at the
end of this agreement, or such notice may be given to the Player personally, either
orally or in writing.
PLAYER’S TELEPHONE: The player must keep the Producer’s casting office or
the assistant director of said photoplay advised as to where the Player may be
reached by telephone without unreasonable delay. The current telephone number of
the Player is listed at the end of this agreement.
FURNISHING OF WARDROBE: The Player agrees to furnish all modern
wardrobe and wearing apparel reasonably necessary for the portrayal of said role; it
being agreed, however, that should so-called “character” or “period” costumes be
required, the Producer shall supply the same.
NON-UNION PICTURE: Producer makes the material representation that it is not
a signatory to the Screen Actors Guild collective bargaining agreement or any other
union or guild agreement. Player warrants that Player is not a member of any union
or guild, memberships in which would prevent Player from working in this picture.
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7.

NAME AND LIKENESS: Producer shall have the exclusive right to use and to
license the use of Player’s name, sobriquet, photograph, likeness, voice and/ or
caricature and shall have the right to simulate Player’s voice, signature and
appearance by any means in and in connection with the film and the advertising,
publicizing, exhibiting, and/ or other exploitation thereof in any manner and by any
means and in connection with commercial advertising and publicity tie-ups. This
right is will be the Producer’s for eternity.
8. MERCHANDIZING: Producer is also granted the further exclusive right and
license, but only in connection with the role portrayed by Player in the film to use
and to license the use of Player’s name, sobriquet, photograph, likeness, caricature
and/ or signature (collectively referred to herein as “name and likeness”) in and in
connection with any merchandising and/ or publishing undertakings.
In
consideration therefore, Producer shall pay Player a pro rata share (Payable among
all players whose name, etc. is used on a piece of merchandise) of 2 ½% of the gross
monies actually derived by Producer after deducting there from a distribution fee of
fifty percent (50%) thereof and a sum equal to all Producer’s actual out-of-pocket
expenses in connection therewith, for the use of such name or likeness on
merchandising and publishing items which utilize Player’s name and likeness, other
than in a listing of cast credits.
9. ARBITRATION: Any controversy or claim arising out of or relating to this
agreement or any breach thereof shall be settled by arbitration in accordance with the
Rules of the American Arbitration Association; and judgment upon the award
rendered by the arbitrators may be entered in any court having jurisdiction thereof.
The prevailing party shall be entitled to reimbursement for costs and reasonable
attorney’s fees. The determination of the arbitrator in such proceeding shall be final,
binding and non-appealable. In the event of any breach by the Producer of this
Agreement, the Player shall be limited to the Player’s remedy at law for damages, if
any, and shall not have the right to terminate or rescind this Agreement or to enjoin
or restrain in any way the production, distribution, advertising or exploitation of the
Picture.
10. EMPLOYMENT ELIGIBILITY: All of Producer’s obligation herein are expressly
conditioned upon Performer’s completion, to Producer’s satisfaction, and upon
Performer’s submission to Producer of original documents satisfactory to
demonstrate to Production Producer Performer’s employment eligibility.

IN WITNESS WHEREOF, the parties have executed this agreement on the day and year first above
written.

AGREED TO AND ACCEPTED:
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___________________________ Parent or Guardian ______________________
(Actor), “Player”

Screen Credit: ___________________________________________

Player address: __________________________________________

Player email address:______________________________________

Player Phone number: ____________________________________

Player SSN # __________________________________

AGREED TO AND ACCEPTED:

(Producer),

By: ________________________________________
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APPENDIX L: SAMPLE LOCATION AGREEMENT
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Less Lost:
Dear Ladies and Gentlemen:
1. I, the undersigned owner or agent, whichever is applicable, hereby irrevocably grants to Film
Production ("Producer"), and its agents, employees, contractors and suppliers, the right to enter and
remain upon and use the property, both real and personal, located at
____________________________________________________________________________________
_____ (the "Property"), including without limitation, all interior and exterior areas, buildings and other
structures of the Property, and owner's name, logo, trademark, service mark and/or slogan, and any other
identifying features associated therewith or which appear in, on or about the Property, for the purpose of
photographing (including without limitation by means of motion picture, still or videotape photography)
said premises, sets and structures and/or recording sound in connection with the production, exhibition,
advertising and exploitation of the film, ______________________
valid bookmark self-reference.

tentatively entitled Error! Not a

(the "Picture").

2. Producer may take possession of said premises commencing on or about
____________________________________________________________________________________
_______subject to change because of weather conditions or changes in production schedule, and
continuing until the completion of all scenes and work required.

3. Charges: As complete and no payment for all of the rights granted to Producer hereunder.
4. Producer may place all necessary facilities and equipment, including temporary sets, on the Property,
and agrees to remove same after completion of work and leave the Property in as good condition as
when received, reasonable wear and tear from uses permitted herein excepted. Signs on the Property
may, but need not, be removed or changed, but, if removed or changed, must be replaced. In connection
with the Picture, Producer may refer to the Property or any part thereof by any fictitious name and may
attribute any fictitious events as occurring on the Property. Owner irrevocably grants to Producer and
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Producer's successors and assigns the right, in perpetuity, throughout the universe, to duplicate and
recreate all or a portion of the Property and to use such duplicates and recreations in any media and/or
manner now known or hereafter devised in connection with the Picture, including without limitation
sequels and remakes, merchandising, theme parks and studio tours, and in connection with publicity,
promotion and/or advertising for any or all of the foregoing.
5. Producer agrees to use reasonable care to prevent damage to the Property, and will indemnify and
hold Owner harmless from and against any claims or demands arising out of or based upon personal
injuries, death or property damage (ordinary wear and tear excepted), suffered by such person(s)
resulting directly from any act of negligence on Producer's part in connection with the work hereunder.
6. All rights of every nature whatsoever in and to all still pictures, motion pictures, videotapes,
photographs and sound recordings made hereunder, shall be owned by Producer and its successors,
assigns and licensees, and neither Owner nor any tenant, or other party now or hereafter having an
interest in said property, shall have any right of action against Producer or any other party arising out of
any use of said still pictures, motion pictures, videotapes, photographs and or sound recordings, whether
or not such use is or may claimed to be, defamatory, untrue or censurable in nature. In addition, neither
Owner nor any tenant, nor any other party now or hereafter having an interest in the Property, shall have
any right of action, including, but not limited to, those based upon invasion of privacy, publicity,
defamation, or other civil rights, in connection with the exercise of the permission and/or rights granted by
Owner to Producer. If there is a breach by Producer hereunder, Owner shall be limited to an action at law
for monetary damages. In no event shall Owner have the right to enjoin the development, production,
distribution or exploitation of the Picture.
7. Force Majeure: If because of illness of actors, director or other essential artists and crew, weather
conditions, defective film or equipment or any other occurrence beyond Producer's control, Producer is
unable to start work on the date designated above and/or work in progress is interrupted during use of the
Property by Producer, then Producer shall have the right to use the Property at a later date to be mutually
agreed upon and/or to extend the period set forth in Paragraph 2, and any such use shall be included in
the compensation paid pursuant to Paragraph 3 above.
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8. At any time within 1 month from the date Producer completes its use of the Property hereunder,
Producer may, upon not less than five (5) days prior written notice to Owner, reenter and use the Property
for such period as may be reasonable necessary to photograph retakes, added scenes, etc. desired by
Producer upon the same terms and conditions as contained in this agreement.
9. Owner warrants neither he or anyone acting for him, gave or agreed to give anything of value, except
for use of the Property, to Producer or anyone associated with the production for using said Property as a
shooting location.
10. Owner represents and warrants that he/she is the owner and/or authorized representative of the
Property, and that Owner has the authority to grant Producer the permission and rights granted in this
agreement, and that no one else's permission is required. If any question arises regarding Owner's
authority to grant the permission and rights granted in this agreement, Owner agrees to indemnify
Producer and assume responsibility for any loss and liability incurred as a result of its breach of the
representation of authority contained in this paragraph, including reasonable attorneys' fees.

Owner/agent: _______________________________ Date:
_______________________
Address:
_______________________________________________________________
Phone/Email:
____________________________________________________________
Contact person on premises: __________________________ Phone:
___________________
By:_________________________________________
On behalf of: _____________________________________, Lessee
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APPENDIX M: SAMPLE INSURANCE CERTIFICATE
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APPENDIX N: EQUIPMENT LIST
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